Of Jewish origin, Jakob Wassermann (1873Wassermann ( -1934 has been labeled a nationalist and reactionary author, even a precursor of fascism. The opposite is the case. Nicole Plöger (2007) argues convincingly for Wassermann's modernism by examining the literary style of his early novels. This article seeks to complement her approach by concentrating on two key aspects of Wassermann's thought: First, there is his critical attitude to modern industrial and urban life, exemplified in his "Volksromane." Second, Wassermann conceived of the "Orientale," a charismatic leader figure of Jewish origin-heavily influenced by Nietzsche's "Übermensch"-who would overcome anti-Semitism, and eventually, reconcile the German and Jewish cultures. These two elements of his early work, which may appear reactionary from the modern viewpoint, are in fact decisive evidence that Wassermann was at the height of his time. After his books were first banned and then burned by the National Socialists, Jakob Wassermann, one of the most popular German-speaking writers before 1933, sank into oblivion. After the Second World War, he was rediscovered by literary scholars, who held against him the early "nationalist" phase of his career. In the first decade of the 20 th century, Wassermann, who was of Jewish origin, endeavored to prove himself an authentically German author by writing "Volksromane," set in his native Franconia. His emphasis on Franconian nature and soil has led to a range of misinterpretations in scholarship. As recently as 1987, Bernd M. Kraske argued that Wassermann presented himself as a "nationaler, konservativer Deutscher" in his essays. Kraske also mentions his "reaktionär chauvinistischen Verteidigung und Verherrlichung der deutschen Monarchie" in the First World War.
modern, conservative traits among the intellectual currents of 20 th -century literature. 5 These movements, such as "Lebensreform" and "Heimatkunst," were, however, considered progressive at the time. In fact, Wassermann was at the forefront of the literary avant-garde in the early years of his career. As Plöger mentions, he was perceived as a thoroughly modern writer by prominent contemporary critics, such as Samuel Lublinski and Max Lorenz.
6 Of his own accord, he purposely sought out modernist literary circles in the quarter of Schwabing, where the bohème of Munich came together, and worked for the doyen of contemporary literature, Ernst von Wolzogen. Once he moved to the Austrian capital, Arthur Schnitzler introduced him to his literary circle Young Vienna. There is a case to be made that even his later novels, such as Joseph Kerkhovens dritte Existenz (1934) , employ the 20 th -century literary device of "Montage," that is, the fusion of various distinct genres and lines of narrative, 7 as practised by Brecht and Alfred Döblin.
As it stands, for the early period of Wassermann's career, precisely those factors that caused post-war scholars to label him outdated and reactionary are, in fact, the most decisive evidence for Wassermann's modernism: his proximity to "Heimatkunst" and the strong influence of Friedrich Nietzsche, which led him to develop a Jewish "Übermensch" of his own. This messianic "Orientale" would eventually succeed in reconciling the German and the Jewish people.
First, we will examine the "Heimatkunst"-movement, in order to place Wassermann more accurately in the artistic and intellectual effusion of the early 20th century. Second, we will analyze how his reception of Nietzsche's philosophy through Martin Buber impacted upon his own thought. Finally, we will trace the figure of the "Orientale" in his early novel, Die Juden von Zirndorf (1897). In the end, it should become clear that for the period before 1914, Wassermann cannot simply be written off as a conservative author. Instead, there is a strong case to be made for the progressive nature of Wassermann's philosophy-for exactly those reasons that caused earlier scholars to label him a reactionary.
I. An Author of "Heimatkunst"?
I. a) The concept of "Heimat"
Nicole Plöger makes a convincing case for Wassermann's modernism by examining the literary style of his early novels Formes der Student (unpublished, 1894) , Melusine (1896), and Die Geschichte der jungen Renate Fuchs (1901) . This article intends to complement her argument by situating him in the intellectual and literary context of his period. The emphasis is therefore more on the historical background than on literary technique.
Wassermann fits the argument outlined in the study Heimat: A German Dream (2000) by Boa and Palfreyman. The authors point out that while during the 1920s and 30s, "Heimat" came to be understood in terms of the nation at large, in the 19 th and early 20 th century it generally meant a particular region. "Heimat" is a spatial metaphor encompassing identity, memories, family, and society.
8 In Wassermann's case, it is certainly true that Franconia embodied all of these particular values. The authors emphasize the dynamic of in-and exclusion inherent in the "Heimat"-concept, as well as the fundamentally "antithetical mode of thinking" as expressed in the key construct of self and other. 9 It is apparent that Wassermann endeavored, by means of his early novels, to prove that he was not part of the "other" but instead belonged to his native region.
Moving towards regional art ("Heimatkunst"), Boa and Palfreyman stress that, just as the transition between regional and national "Heimat" can be fluid, likewise, there are no clear-cut boundaries between "Heimatkunst" and Naturalism.
10 This is only one dimension of the ambivalent nature of "Heimatkunst." Friedrich Lienhard, the editor of the main journal of the movement, entitled "Heimat: Blätter für Literatur und Volkstum," was looking for contributors with "modernster und doch volkstümlicher Bildung", in order to attract readers both in the city and in the country. Lienhard wanted to appeal to the essentially conservative public interested in their "Heimat", and yet at the same time, meet the demands of contemporary art.
11 It was entirely possible to criticize the narrowness and potential oppressiveness of the rural "Heimat" as Clara Viebig did in Das Kreuz im Venn (1908) .
Whereas "Heimatkunst" could try to establish a balance between local loyalties, national citizenship, and cosmopolitan openness, it was also susceptible to such reactionary tendencies as anti-Semitism. Adolf Bartels, for instance, who would go on to become a prominent philologist in the Third Reich, was a close collaborator with Lienhard.
12 The ethnographer Hanns Fischer, who was associated with the movement, stated: "Bauerntum [ist] eine innere Haltung, nicht ein Erwerbszweig." As we move on to examine "Heimatkunst" in greater detail, it is worth keeping in mind not only the conciliatory potential of the "Heimat"-concept, but also the understanding of "Heimatkunst" at the time as being a new form of art, the aim of which was to fuse tradition and the challenges of modernity into one harmonious and esthetic whole.
As Celia Applegate points out in her study, there was "no satisfactory national symbology" in the recently unified state of 1871.
13 Interest in one's regional "Heimat" grew very strongly. From 1880 onwards, this found expression in the constitution of numerous "Heimat" associations, each of which took upon itself the responsibility to preserve the nature, architectural heritage, or folklore of the region. Applegate emphasizes that these were no political or social movements, but were rather practised by its proponents as a kind of hobby.
14 Interestingly, although these associations "gloried in nature at a time when the city was changing the landscape, in ruins when new buildings were springing up everywhere, in handicrafts when factory work predominated," they equally embraced major technological achievements, the splendor of the capital, and whatever pertained to national prestige. 15 As a new nation-state, Germany lacked the centralized culture of a country that had been one relatively coherent whole since the Middle Ages, such as Britain or France. Thus, German patriotism was lived by celebrating regional pride in Bavaria, Franconia, or the Pfalz. Remarkably, this unpolitical "Heimatpflege" largely disappeared with the official, centralized nationalism of the Nazi era, but emerged from the war virtually unblemished.
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Apart from the artists and writers of "Heimatkunst," Paul de Lagarde and Wilhelm Riehl were two other vocal critics of modern urban existence. They capitalized on the feeling expressed by a journalist writing for "Die Tat." Der Ackerbau ist die älteste, naturgemäßeste und gesündeste Arbeit, die dem Menschen, der aus dem Paradiese gleich auf den Acker hinausgeworfen wurde, beschieden ist, sie war es von jeher, und sie wird sich auch mit eiserner Notwendigkeit aus unserer Industriezeit heraus entwickeln; sie wird auch unserer nerventötenden, unermüdlichen Gewinn-und Genußsucht wieder zur freiwilligen, gesunden Lebenstätigkeit führen, wie der Bauer sie hat im Anschluß an den Glanz des Jahres.
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Riehl felt similarly. For him, the city was the root of all evil. The peasantry was its uncorrupted, healthy antagonist. The time-honored traditions of the peasants, which had evolved from a life close to nature, were the counterweight to the socialism of the urban proletariat, dwelling in their cramped, unhygienic slums. This meant, 10 Ibid., 31. 11 Ibid., [32] [33] according to Riehl, that art from rural areas was more original and more natural than art produced in the city. He tried to prove that the brightest minds in art and philosophy originally came from the peasantry. Although his theory is untenable, Riehl's texts were used to legitimize "Heimatkunst."
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Although not strictly a "Heimatkunst"-thinker, Paul de Lagarde does belong in the context of a renewed interest in the "Scholle" and "Volk." In his Deutsche Schriften (1878), called for a revival of German national heritage and character. This was only possible by distinction from Jewish Germans, who, Lagarde claimed, had no understanding of the German need to salvage their national uniqueness. Lagarde was the first to add an antiSemitic component to the theories of such conservative thinkers as Riehl. Lagarde went so far as to call for the Jews' extermination. In 1944, with the systematic elimination of European Jews well underway, the National Socialists had the army distribute an anthology of Lagarde's writings.
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In the light of this, it is puzzling that Wassermann cites Paul de Lagarde in his essay Was sollen wir tun?, which appeared in the journal "Forum" in 1914. In the passage cited, Lagarde, who came to develop a specific concept of "German Christianity", speaks of "eine Verbindung aller derer, welche vor Gottes Augen leben wollen." He calls for a "Bildung der Seele," inspired by divine teaching, with the goal of the "Bildung einer Zucht und Treue haltenden Gemeinde." Lagarde continues: "Finden sich Menschen für diesen Versuch in Deutschland nicht und nicht bald, so können wir nur auf die Zukunft unseres Vaterlandes verzichten; Deutschland wird dann noch eine Weile existieren, zu leben wird es bald genug aufhören."
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Kraft only mentions this instance in passing, suggesting that Wassermann did not know Lagarde, or that in his desperation to be accepted as a fully-fledged German, he was unable to tell friend from foe.
21 Joeris mentions that a Lutheran book series had included Lagarde among their "Klassiker der Religion," which would indicate that the danger of Lagarde's thought was seriously underestimated. Joeris states that Wassermann's openness to Lagarde may stem from "dem ehrlichen Bemühen um Wahrheitssuche und Vorurteilslosigkeit des Menschen und Schriftstellers Wassermann." 22 The tone of the cited passage is conciliatory and has a theological bent, in contrast to the vicious anti-Semitic rants Lagarde was capable of. It seems highly unlikely that Wassermann would have cited Lagarde at all if he had been familiar with, for instance, his Deutsche Schriften. Rather than ascribing this instance to Wassermann's objectivity, it seems more likely that he was simply unaware of Lagarde's political writings. Let us now turn to other examples of Wassermann's controversial proximity to Heimatkunst.
I. b) Wassermann's "Volksromane"
"Heimat" was a crucial concept for Wassermann. The nature, or "Landschaft" of his native region is a "Jahrtausende umfassender Komplex," a mythical amalgamation of nature and culture, created over time by the many generations that worked and lived in it. According to Wassermann:
Das Erlebnis Heimat läßt sich schwer in Worte fassen. Es hat eine unleugbare Ähnlichkeit mit dem Muttererlebnis. Es ist nicht nur anschaulich und atmosphärisch in uns gelegt, sondern auch mystisch und metaphysisch. Wir sind […] in der und der Landschaft nicht nur zufällig geboren, […] der Generationenablauf, ein Jahrtausende umfassender Komplex, hat das Individuum gleicherweise miterzeugt, und so unterliegt es völlig unbestimmabren Einflüssen, die sich in der Landschaft ausdrücken wie in einem Kristall, der das Ergebnis unerforschlicher Bindungen und Bindungsgesetze ist. In Caspar Hauser (1908), Wassermann takes his Heimatverbundenheit beyond mere nature. He sought to legitimate himself by writing a "Volksroman" using what was almost a popular legend, as well as by turning the ancient city of Nuremberg, with its medieval traditions of Dürer and the Meistersinger and its surrounding "Landschaft" into central themes. In his own words, Der Vorgang nun steht in der Landschaft, die ihm bereits vor der Geschichte gegeben war; innerste deutsche Welt und, ich glaube es wohl sagen zu dürfen, gültige deutsche Menschen. Deutsch die Stadt, deutsch der Weg, deutsch die Nacht, deutsch der Baum, deutsch die Luft und das Wort.
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In this first attempt at a "Volksroman," Wassermann does not indulge in lengthy descriptions of Franconian nature, as one might expect from someone for whom the "Landschaft" was a central part of his cultural identity. Nor does Wassermann use the local dialect-a technique that secured Fontane his place as the author of Berlin and Brandenburg. Rather, Wassermann pays tribute to his "Heimat" with the tale of Caspar Hauser itself, which is firmly rooted in that region and nothing less than a real-life Franconian legend.
Although the novel centers on the character of Caspar Hauser and his tribulations, the atmosphere of the ancient city is eminent. Still today, Nuremberg prides itself on its rich medieval heritage: its castle, its century-old churches, its fortifications, the half-timbered patrician dwellings on the market square-all of which are expressions of the wealth, confidence, and independence of its citizens. Wassermann was born in the neighboring town of Fürth, an industrial town devoid of notable architectural heritage. When, as a writer of Jewish origin, he wanted to stress his adherence to Germany, it is no surprise that he chose to set his novels in Nuremberg. Apart from his obvious regional ties, there was hardly a more traditional, more German city he could have chosen.
Another central theme in Caspar Hauser is the people of the city. Apart from Caspar, other protagonists include the teacher Daumer, the chief justice Feuerbach, and the mayor Binder. All of them were dignitaries in the extended village that Nuremberg was in the first half of the 19 th century. Their and their families' lives, loves, and aspirations form the offshoots of the main plot, illustrating a German ideal of domesticity typical of the Biedermeier era. It is the town's middle and lower classes that provide the social backdrop for the novel, because this is what was commonly understood as the "Volk." These were the people Wassermann, himself of modest origin, was trying to identify with. Any major reference to the German-Jewish antagonism, which he drew on in the earlier Juden von Zirndorf, would have been a hindrance to achieving this identification. That is why there are no references to this issue in Caspar Hauser.
Instead, the key elements of Wassermann's first major success were first, the tale itself, firmly rooted in Franconia; second, the traditional, quintessentially German atmosphere of Nuremberg and its environment; and finally, the "Bürgertum" and "Kleinbürgertum," that is, the "Volk," which is the real protagonist of the tale. Wassermann tried to show his intrinsic connection to these people by writing a "Volksroman", which breathed the ideals of Biedermeier domesticity. He was to take this declaration of cultural adherence a step further with Das Gänsemännchen.
The Gänsemännchen Well, one of the oldest wells of Nuremberg, shows a peasant with two geese under his arm that he is carrying to market. In the novel, it stands symbolically for the protagonist, who is torn between two women. The talk of the town labels him the "Gänsemännchen." The well is in itself a symbol of Nuremberg's, and thus Franconia's, cultural and historic identity. The figure on the well brings together Nuremberg's architectural heritage and its "Bürgertum" as well as fiction and reality. It is an essentially German, more, a Franconian symbol, for not only does the gossip of the "Volk" revolve around it, but it also serves as a mark of the city's cultural identity. Wassermann's choice of this well indicates that in his second "Volksroman," the protagonist is not necessarily one person alone. Daniel is not as prominent a main character as Caspar was, because, once more, the protagonist here is none other than the town of Nuremberg and its "Volk." Unfortunately for Wassermann, neither novel was accepted as proof of his genuinely German character. In his own words:
Ich bildete mir ein, den Deutschen ein wesentlich deutsches Buch gegeben zu haben, wie aus der Seele des Volkes heraus; ich bildete mir ein, da ein Jude es geschaffen, den Beweis geliefert zu haben, daß ein Jude […] das Vorurteil der Fremdheit besiegen könne. Aber in dieser Erwartung wurde ich getäuscht.
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In these early novels, Wassermann emphasizes not only the nature, but also the legends and particular locations of Franconia, as well as the "Volk" itself. Far from being indications of a "reactionary" viewpoint, Wassermann's "Volksromane" prove that he was well aware of the latest intellectual and artistic currents of his time. His stress on native soil as an integral element of personal identity, reminiscent of later National Socialist propaganda, was, in fact, a critical reaction to industrial and urban existence not uncommon in the early 20 th century, and therefore an entirely modern phenomenon.
It is all too easy to draw a straight line, in retrospect, from nationalist thinkers in the late 19 th century to 1933. But to do so is fundamentally false. As Shulamit Volkov points out, the anti-Semitism as it existed in the Kaiserreich was distinct from the anti-Semitism of the Weimar Republic, which, in turn, must be distinguished from Hitler's program. 30 In reality, there were many currents that fed into National Socialist thought from many different directions. The theories that criticized modern urban and industrial society were diverse and complex, and although some came to acquire anti-Semitic characteristics, this was not true for every one. Eduard Baltzer is an example of a "peaceful" nationalist.
31 It would be a serious error to assume that simply because a thinker was critical of modern urban existence and industrial capitalism, and contrasted this favorably with a lifestyle closer to nature, this automatically indicates a proclivity to nationalist, anti-Semitic views.
Especially in his later work, Wassermann's ruling principles were humanity and justice. His post-war novels are pervaded by a truly Christian sense of self-sacrifice and brotherly love, most clearly exemplified in Christian Wahnschaffe (1919) and Laudin und die Seinen (1925 institutionalized injustice and the intolerance in contemporary society. We will expand upon the "Orientale" in the next chapter, where we will find further evidence that proves Wassermann was an author at the height of his time.
II. From Nietzsche's "Übermensch" to Wassermann's "Orientale"
II. a) The influence of Martin Buber
Wassermann sought to re-define the Oriental Jew. He formulated his thoughts in the essay Der Jude als Orientale. Wassermann's terminology, and several of his concepts, can be traced to Martin Buber's early essays. Buber introduced Wassermann to the Bar Kochba-circle of Jewish students in Prague and encouraged him to write for them.
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Buber was, as Steven Aschheim points out, a key figure in bringing Nietzsche to German-speaking Zionism.
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Nietzsche had a tremendous impact on Buber, and so it comes as no surprise that this notion of overcoming artificial, man-made divisions, whether esthetic, cultural, or social, should be an important feature of Buber's thought as well. Where Nietzsche left religion behind him, Buber embraced it, however, and never gave it up. Dominik Biemann mentions an unpublished preparatory study Buber compiled for his dissertation, in which he outlines the dualism of the Apollinian "Erkenner" and the Dionysian "Erfüller." In a wider sense, Buber develops the contrast between observing or recognizing ("erkennen") and living or creating. The similarity with Nietzsche here is that the equivalent of the Dionysian, "erfüllen," is also an elemental life-force. The point of difference to Nietzsche, in this respect, is the notion of creativity. Nietzsche stresses the intoxication of the Dionysian, and the overcoming of the boundaries between every individual, as a blind force of nature. Buber, on the other hand, seeks to harness this elemental power for creation in the wider sense of positive, productive action as opposed to passive contemplation. In Geist des Orients und das Judentum (1916) , he argues that the intellectual und cultural life of Europe was lacking a vital dynamism. It had become excessively scientific and would dry out completely without the "morgenländischen Zufluß." This is where the Jewish mission sets in. Those who were driven to action by this creative impulse were those who would bring about a renaissance of the Jewish people. For his striving for unity is essentially creative or "schöpferisch." These creative Jews represent the victory of harmony over duality, of synthesis over disunity, of yes over no: "In ihrem Leben, in ihrem Werk erlöste sich das Volk."
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This notion was adapted completely by Wassermann in his dualism of the "Literat" (Buber's "Erkenner") and the "Schöpfer" or "Orientale" (Buber's "Erfüller"). In fact, Wassermann dedicated Der Jude als Orientale to his "dear friend" Buber and wrote that essay, he explains, because Buber hoped for clarification of a passage in Der Literat oder Mythos und Persönlichkeit (1910) . The "Literat," for Wassermann, is the cosmopolitan European, who lacks the creative drive of the Oriental "Schöpfer." Wassermann distinguishes between artificiality ("Literat") and authenticity ("Schöpfer"), between frigidity and fertility. The "Literaten," in the Jewish intellectual world, are the "tausend modernen Juden, die alle Fundamente benagen, weil sie selbst ohne Fundament sind."
35 The "Literat" is the excessively docile Jew, who caters to the paradoxical demands of anti-Semites, which can never be fulfilled. Because the "Literat" has none of the original authenticity of his people left within him, he denies himself, which, in turn, prevents him from working actively towards the improvement of his people's lot.
The "Orientale," on the other hand, is still in touch with the mythic origins of the Jewish people. This enables him to be a true creator or "Schöpfer," which the overly assimilated "Literat" can never be. The "Schöpfer" can reconcile Jews and German Christians with the force of his personality, his confidence, and also his kindness Remarkably, Wassermann did not see this type preserved in the "Ostjuden" even though they spoke Hebrew and upheld traditions the middle-class Jews of Germany and Austria had long forgotten. Would this not seem the more authentic Oriental Jew, in contrast to the assimilated Western one? Wassermann would have answered no. The Eastern Jews were entirely lacking in artistic inclinations. They were "rückwärtsgewandt" and suffered from their Jewishness passively.
38 They are the "tausend modern Juden […] -sie besudeln heute, was sie gestern geliebt […] und geben sich nur hin, wo sie sich verlieren können."
39 The "Orientale," however, would turn these sufferings into a positive force for change:
Der Jude als Orientale, nicht im ethnographischen, sondern im mythischen Sinne, welcher die verwandelnde Kraft zur Gegenwart schon zur Bedingung macht, kann Schöpfer sein. […] Leidenschaft ist ja die erste und letzte Lebensgewalt; in ihr vereinen sich Element und Wille; sie kann eine unproduktive Ordnung zum Chaos führen, aber aus dem Chaos wieder eine neue Welt erzeugen, Sammlung aus der Diaspora. Dann mag sich ein Weg auftun zum Mythos und zu Gott.
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Turning suffering into a creative force is, by the way, a Nietzschean concept, which he develops with particular reference to those thinkers who move beyond conventional morality, the "freie Geister."
41 To return to Wassermann's view, the Eastern Jews were not integrated in society enough to make a difference, as Agathon Geyer from Die Juden von Zirndorf would have been able to. This messianic figure would be able to work towards a true GermanJewish synthesis, and even more, overcome what the "Jewish Question" was only a symptom of: social injustice. What began with Geyer received ideological underpinning in Der Jude als Orientale, where he affirms:
Der Orientale ist symbolische Figur, er ist auch legitimes Erbe. Er ist sich selbst, der Welt und der Menschheit sicher. Er kann sich nicht verlieren, da ihn ein edles Bewußtsein, Blutbewußtsein, an die Vergangenheit knüpft und ihn eine ungemeine Verantwortung der Zukunft verpflichtet.
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We have observed the transformation of Nietzsche's dualism of the Apollinian and Dionysian into Buber's "Erkenner" and "Erfüller" and finally, into Wassermann's "Literat" and "Orientale." The element from Nietzsche's original concept that was carried over was that of a powerful, primeval force of life, to which Buber adds the creative aspect. Buber already sees those Jews who have internalized the Dionysian as potential renewers of their people. Wassermann anchors this firmly in contemporary society by applying this dualism to the Western Jew and an Eastern Jew who is in touch with the mystic origin of his people. He is, however, a bridge between Western civilization and Oriental authenticity and not a traditionally minded, orthodox "Ostjude."
II. b) The influence of Friedrich Nietzsche
Buber, well aware of the Jewish dilemma of the period, made his "Erfüller" Jewish, and so was Wassermann's "Orientale." Both characters were people of action, not reflection, both were driven to action by their powerful creative impulse. While the mission of Buber's "Erfüller," on the one hand, was to work towards the Jewish cultural renaissance, the "Orientale"s ultimate task was reconciliation between Germans and the Jews in the spirit of a new sense of humanity. 
II. b) i) The "Übermensch"
Wassermann's coming to terms with Nietzsche began in earnest once the recognized author Ernst von Wolzogen had taken him on as his secretary in 1890. Both writers got along well and worked together on a daily basis. Wassermann looked up to von Wolzogen, a defender of aspiring young writers who was well-established in the Munich literary scene. From 1895 on, as Nicole Plöger points out, there are more and more traces of Nietzsche's thought in Wassermann's work: In the case of the early novel Formes, der Student (1892-94, unpublished), a parallel of the Zarathustrian theme may be seen in the youthful hero on a mission to free himself from the burden of his former existence. This goal is achieved by reflection by coming to terms with oneself on solitary wanderings, in a word, by "Selbstüberwindung." Another hallmark of Nietzsche's thought, Plöger explains, is the embrace of life ("Diesseitsbejahung"), and the raising of earthly existence to a higher plane rather than preoccupation with the after-life.
But Wassermann also met regularly with Lou Andreas-Salomé, who had known Nietzsche very well, for stimulating discussions on contemporary philosophy and literature. 46 He made her acquaintance after 1896, once his contributions to the satirical magazine "Simplicissimus" made him known in the literary circles of Munich. In May 1897, Andreas-Salomé met Rilke on a visit to Wassermann's home. 47 If Wolzogen was the man who introduced Wassermann to Nietzsche, Lou Andreas-Salomé helped to deepen the young author's understanding of this most influential philosopher of his day. Given her willingness to read religious or quasi-religious elements into Nietzsche's thinking, as we will see further on, it seems likely that Wassermann would have interpreted Nietzsche in a similar vein.
Only those capable of overcoming this animal nature are "jene wahrhaften Menschen, jene die Philosophen, Künstler und Heiligen." 48 In practising this form of "Selbstüberwindung," man disciplines his passions while remaining passionate himself. He refines his basic impulses, channeling this primitive, Dionysian energy into a creative force. The "Übermensch" is a creative being in the highest sense, an artist, a "Schöpfer."
Thanks to his creative energies, the "Übermensch" is capable of producing meaning, art, and values in the world. He is a Promethean being, moulding a new man from his image. Zarathustra says: "Zum Menschen treibt er mich stets von Neuem, mein inbrünstiger Schaffens-Wille; so treibt's den Hammer hin zum Steine. Ach, ihr Menschen, im Steine schläft mir ein Bild, das Bild meiner Bilder! Ach, dass es im härtesten, hässlichsten Steine schlafen muss! Nun wütet mein Hammer grausam gegen sein Gefängnis. Vom Steine stäuben Stücke: was schiert mich das?" This resemblance to Prometheus was fully intentional, for Nietzsche had the title page of his first publication, Die Geburt der Tragödie, illustrated with the unbound Prometheus, as the ideal of a heroic humanity independent of the gods. 50 Nietzsche's close friend, Lou Andreas-Salomé, regards the "Übermensch" as a "gotthaftes Überwesen", a replacement of God for the "Gläubigen, denen Gott fehlt." In the light of Nietzsche's desperation when faced with the Principle of Eternal Recurrence, he urges, so Andreas-Salomé explains, "[dem Übermenschen] religiös eine Wahrheit zuzugestehen."
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Rüdiger Safranski follows a similar line, considering that "Gott […] , von dem man weiß, daß er nur durch den Menschen und in ihm lebt, ist lebendig, er ist ein Name für die schöpferische Macht des Menschen. Und diese schöpferische Macht läßt den Menschen teilhaben am Ungeheuren des Seins." 52 Thus, there is a divine element in the "Übermensch." He has appropriated it and is able to turn it into an essentially human spark, a dynamic that will find its expression in art, in new post-Christian values. As Safranski puts it: "Dieser 'Übermensch' nach dem Tode Gottes ist der Mensch, der nicht mehr den Umweg über Gott gehen muß, um an sich selbst glauben zu können."
53 He is the one capable of understanding the Principle of Eternal Recurrence without being overwhelmed by it, making him the fundament of the new order and the new mankind-the Atlas on whom the new world will rest.
Wassermann's "Orientale" and Nietzsche's "Übermensch" have a strong dynamism in common, a forceful striving ahead to leave behind an unjust and constraining society. Their source of strength and resolve stems from a charismatic, commanding personality. Zarathustra says: "Ich lehre euch den Übermenschen. Der Mensch ist etwas, das überwunden werden soll. Was habt Ihr getan, ihn zu überwinden?"
54 And a few lines further on, he not only emphasizes the "Diesseits"-orientation of the "Übermensch," but also his opposition to the representatives of Christian morality:
Der Übermensch ist der Sinn der Erde. Euer Wille sage: der Übermensch sei der Sinn der Erde! Ich beschwöre euch, meine Brüder, bleibt der Erde treu und glaubt denen nicht, welche euch von überirdischen Hoffnungen reden! Giftmischer sind es, ob sie es wissen oder nicht. Verächter des Lebens sind es, Absterbende und selber Vergiftete, deren die Erde müde ist: so mögen sie dahinfahren!
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We can recognize the concept of "der Erde treu bleiben" in Die Juden von Zirndorf. At one point, Agathon exclaims that for his fellow man, he wants to "den Himmel nehmen und ihnen die Erde geben." (p. 235) and the protagonist, Agathon Geyer, is an energetic, forward-striving "Übermensch" in his own right, in his later work, Wassermann's messianic character differs from Nietzsche's. For the ultimate unity to which Wassermann's "Orientale" was aspiring was religious in nature. The outdated, cast-iron rules of society, of Christian and Jewish dogma, would be overcome for a new religion of humanity. This would be a higher form of existence, a life closer to God, a mystical unity of God with his people. This is the living and eternal myth that Buber sees as the font of Jewish renewal. Wassermann eagerly took over Buber's notions of mysticism. But while Buber focused mainly on the Jewish community and its cultural revival, Wassermann sought to bridge both the Christian German and the Jewish cultures.
II. b) ii) Die Juden von Zirndorf (1897): Agathon Geyer as a messianic figure
Agathon Geyer is of Jewish origin, although not religious. He exhibits kindness and generosity towards his fellow creatures, even though he suffers regular insults for being Jewish. This turns Agathon against religion as a whole. Oder einer sagte: Ja, wenn alle Juden so wären wie Sie; worauf ich nur zu entgegnen hatte: Ja, wenn alle Christen so wären wie ich; wobei ich innerlich, wie jedesmal die Gegensatzstellung Jude -Christ wie etwas Unwahres empfand oder doch wie ein Nicht-mehr-Wahres.
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It was this astonishing fusion of Jewish and Christian thought, combined with Nietzsche's call to overcome petrified forms of religion, that made for apparent paradoxes in Wassermann's philosophy. What holds it together is his high appraisal of humanity. When Wassermann speaks of God, it is most likely that he means the fundamental good in man, which, for him, exists in the outside world as a semi-religious spirit. Attaining unity with it beyond all traditional dogma, means reaching the "höheres Leben der Seele."
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This unusual amalgamation explains why for him, the non-religious Jews could be the "Träger und Bewahrer der religiösen Kultur", 61 and why the messiah, who would not save the Jewish people alone but the German people as well, had to reject Jewish religion but have a Jewish background.
62 What may seem idealistic from our presentday view was quite modern in the first third of the 20 th century owing to the strong and widespread interest in Nietzsche's Kulturkritik. In fusing these atheist theories with elements of Judaism and Christianity, Wassermann created a philosophy of his own that was entirely original at the time and considerably more complex it first appears.
III. Conclusion
Contrary to what previous scholars, such as Bernd Kraske and Birgit Stengel-Marchand have argued, with the latter even classifying him as a forerunner of National Socialism, Wassermann was not a backward-looking, but a decidedly modern author. This was particularly true for the early phase of his literary career up until 1914, where he was highly receptive to contemporary literary currents. His post-war novels draw on more traditional stylistic devices, but even here, it can be argued that the technique of welding together several narratives, or fragments of narratives, at various meta-levels of the plot are indicative of the modernist "Montageroman" favored, for instance, by Alfred Döblin.
One primary element of early 20 th century modernism to be found in Wassermann's "Volksromane" is a critical attitude to industrial urban society, although he does not subscribe to the nationalist, anti-Semitic traits found in that movement. The second component is Wassermann's enthusiasm for Nietzsche's theories of "Überwindung" and the "Übermensch," which he transforms into a Jewish "Orientale." The ultimate aim was a reconciliation of the German and Jewish people by this one charismatic leader, who was equally integrated in both cultures. It is remarkable that Wassermann always referred to "the Germans" and "the Jews" in his essays, never distinguishing between the highly varied positions among German-speaking Jewry, such as orthodoxy, assimilation and Zionism, treating them instead as uniform blocks. 
